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Even before he became Leschetizky's pupil in Vienna, he
had tried to widen the scope of the pedal.   The goal was
for him not the correct, classical playing of the piano, but
the music, no matter by what means the perfect rendering
was obtained.   Had it been possible to enrich his pianistic
effects by a method of playing with his teeth or his toes,
Paderewski would certainly have made use of it.   But
the pedal sufficed, and he would practise command of it
for hours.   The sureness of his " foot-work," the subtlety
of his touch on the pedal, and its power of expression were
second only to his similar qualities on the keyboard.   Finck,
in a minute description of Paderewski's pedalling, says :
" So perfect is his pedalling that he never by any accident
blurs his harmonies and passages, while at the same time
he produces tone-colours never before dreamt of in a
pianoforte.   By rapid successive pressure of the pedal he
succeeds in giving the piano a new power, that of changing
the quality of the tone after it has been struck. . , . He has
a way of his own for producing orchestral effects which
depends on the skilful use of the pedals instead of on
muscular gradations of forte and piano."

Of course there were critics, who considered that such
a use of the pedal was wrong, unfair, like cheating at cards.
For them the pedal itself was almost a fraud, and they
agreed with the remark of Moscheles, Liszt's famous pupil,
who once said : " A good pianist uses the pedals as little
as possible. Too frequent use leads to abuse. Moreover,
why should he try to produce an effect with his feet instead
of his hands ? " Why indeed, except if he wants to tie
himself down to the limited " classical" way of musical
representation, in which the piano, instead of being the
means to an end, becomes an end in itself?

Paderewski's pedalling was one example of his pianistic
independence.   He had built up such a solid technical